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The "Belles Verrieres" of the chapels of St.-Jean-dela-nef ( Fig. 1) and St.-Sever along the north nave aisle of the cathedral of Rouen have long been recognized as masterpieces of early 13th-century painting.' Tradition has ascribed their sobriquet to the 14th century;2 their very survival may result from an even earlier recognition of their extraordinary quality.3 Originally produced for nave-aisle windows, the panels that now compose the "Belles Verribres" were dismounted with the walls which held them less than a century after their creation. In the 1270s, when liturgical changes called for additional altars at Rouen, chapels were built between the buttresses of both nave aisles (Fig. 3 ).4 Rather than discarding the displaced aisle windows, panels from some of them were reused to fill the narrow lancets of the Rayonnant windows in the newly late 13th-century openings and the apparent disregard for both the original design and iconography of the earlier windows which characterizes the way these panels were rearranged (Figs. 1, 2)' present serious obstacles to understanding the original disposition of the "Belles Verribres." Further complications are introduced by the alienation of additional early 13th-century panels, reused in other late 13th-century chapel windows, but now divided among several American collections, a modern "reliquary" window in a choir chapel at Rouen, and the storage dep6t of the French Ministbre de la Culture at the Chfateau of Champssur-Marne. Thus, to the difficulties of destruction and transformation is added the impossibility of studying the surviving panels in close proximity to one another. Though daunting, the barriers to a fuller understanding of this glass are not insurmountable. Two windows will be examined here as case studies through which to explore a working methodology for reconstructing the original naveaisle glazing of the Cathedral of Rouen. The first, devoted to the legend of the Seven Sleepers of Ephesus, is perhaps the best known of the early 13th-century windows of Rouen,6 although many of its features have never been satisfactorily explained. The second window, which depicted the life of St. John the Evangelist, may be the least well known. Its existence has heretofore been acknowledged only in oblique references,7 and its panels have previously been misidentified or overlooked.
The methods to be employed here are far from revolutionary. First, the primary artifacts-the fragmentary, transformed panels themselves-will be examined for clues concerning the original design of the early 13th-century windows which held them. The reconstructions which emerge from this archaeological study will then be addressed as historical documents to discern their original position within their stylistic, iconographic, and political contexts and thus their original meaning to their medieval audience. This investigation will lead to a reevaluation of the dating of the nave-aisle glazing. In the case of the Seven Sleepers window, architectural, historical, and iconographic information will add more reliable chronological clues to the pearled fillets were added to this panel, presumably by an early 20th-century dealer who sought to transform an irregular panel defined by curving and ragged edges into a regular, and more marketable, rectangle. Once all modern glass is removed and the early 13th-century core revealed (Fig. 4c) , it becomes clear that the lower part of the Worcester scene has been shifted to the left. If this strip is moved slightly to the right (Fig. 4d) , the composition, though still incomplete, becomes more coherent. More important for the purposes of the present study, further clues to its original design and format are exposed.
When all panels are similarly analyzed, a regular pattern emerges revealing the original disposition of compartment and ornament and allowing a reconstruction of the design of the window of which they were originally parts (Fig. 5) . The Seven Sleepers window consisted of a series of cluster medallions formed by the combination of four panels (Fig. 6) . Those portions of the quadrants that held figural compositions were defined by three straight sides and by a fourth delineated by an asymmetrically a Wb wl 1 .
,lllllllclll im A x disposed curve. Foliate ornament filled the interstices cut by the curving fillets to complete the rectangle, and a triangle of ornament was reserved from the corner of each panel. When the panels were combined in groups of four, these triangles created a canted square boss to serve as an ornamental clasp at the center, binding the clustered design of each medallion. No complete panel exists from the Seven Sleepers window, but the surviving fragments are compatible with this design.5 The tall and slender Seven Sleepers window of this reconstruction is dense with figural compositions;"6 comparatively little room remains for ornament. This may initially seem unusual, but there are contemporary parallels elsewhere. Although the designs of the windows are different, a similar narrative density precludes broad areas of ornamental mosaic ground in the basically contemporary Joseph, Redemption, and Dormition windows of the Chartres nave aisle,'7 as well as the Good Samaritan window of Sens,8 or the St. James and Mary Magdalen windows of Bourges.19 In its basic organization, the design of the Seven Sleepers window is reminiscent of the four joined circles that form the medallion patterns of the attenuated flanking windows of the eastern terminal wall at Laon,20 the Sts. Simon and Jude window of Chartres,21 or the Apocalypse and St. Eloi windows of Auxerre,22 a design whichwithout the centralization of the decorative clasp that transforms a series of circular compartments into a cluster medallion-has a 12th-century pedigree in the Passion window of Chartres.23 The Rouen designer seems only to have suppressed the circular shape of the quadrants to claim more of the panel for figures. In these comparative examples, as in the design of the Seven Sleepers window proposed here, the lancet is composed of a stack of repeated, large, centripetal cluster medallions rather than the syncopated alternation between cluster medallions and symmetrically disposed auxiliary forms, a design that characterizes so many other early 13th-century windows. At Chartres,24 Bourges,25 and Soissons,26 similarly serial, stacked designs of circular medallions, which are divided into quadrants for narrative compositions and bound at the center with an ornamental device, provide further parallels for the proposed arrangement of the Seven Sleepers window.27 A true test of a reconstructed design of the Seven Sleepers window resides in the compatibility of the formal arrangement of the extant panels with the temporal sequence of the legend of the Seven Sleepers. Thus, it is useful to review the legend itself, following the version of Gregory of Tours, the 6th-century Latin account which introduced the Seven Sleepers into the western Christian tradition.28 The story opens during the turbulent persecution of Christians under the Roman emperor Decius, when seven of his noble retainers were converted to Christianity and, while the emperor was in Ephesus, refused to perform the requisite pagan sacrifices. The angered emperor chastised the seven, admonishing them to do penance for their crime until he returned to Ephesus. Instead, the seven men sold their possessions, gave the proceeds to the poor, and retired into a cave to pray. One of them, Malchus, went regularly to Ephesus to buy food and listen for news of Decius's persecutions. When Decius returned to Ephesus, the seven prayed to be delivered from his inevitable wrath, and God answered their prayer by putting them into a deep sleep just as Decius's men closed the opening of their retreat with huge stones, sealing their fate as martyrs. Eventually, the existence of the cave behind the boulders was forgotten. Later, during the reign of the Christian emperor Theodosius II, a wealthy shepherd, seeking stones to build an enclosure for his sheep, unknowingly uncovered the mouth of the cave in which the seven Christians had been sleeping peacefully for almost two centuries. Awaking as if from a night's sleep, Malchus left for Ephesus on his daily visit to buy food and seek news. Immediately upon his arrival he was struck by changes: a cross was set up at the gate of the city; inside there were churches. When he attempted to buy food with an ancient silver coin minted under Decius, he was led before the bishop and the prefect, who were suspicious of how he had obtained it. Although at first skeptical, upon hearing his story they followed him to the cave to witness the survival of his six companions and to glorify God for this wondrous miracle. The bishop and prefect sent messengers to inform Theodosius of what they had discovered. Overjoyed by this sign of the resurrection of the dead, the emperor rode to Ephesus to venerate the seven, who, after talking with him, fell again into sleep.
Since those panels with a decipherable specific subject that survive from the Seven Sleepers window can be arranged according to the design format proposed for the window and at the same time conform to chronological narrative order, a hypothetical but reasonable reconstruction of the original window can be proposed. The early parts of the legend and any indication of a donor, if they were ever depicted in the window, are lost. They would have occupied the lowest cluster medallion (Fig. 5, nos. 1-4 The iconography of the Seven Sleepers window, however, may reveal much more interesting information about this window and its place in the Rouen nave glazing than simply a confirmation of the provisional arrangement of extant panels within a deciphered design. Through its association with the complicated political history of early 13th-century Normandy, this subject suggests a means of determining a date for the Seven Sleepers window and perhaps, through association, for other early windows represented in the "Belles Verrieres." Until now style has been the preferred tool for dating all this glass, but it has yielded neither convincing nor widely accepted conclusions. 31 The illustration of the Seven Sleepers legend is extremely unusual in France during the Middle Ages.32 It did, however, have a certain popularity in the East, especially in the 10th and 11th centuries, when it appeared regularly as the subject of a single miniature among the marginal illustrations of Byzantine Psalters,33 and was included in the Menologian of Basil II,34 although it seems never to have been the subject of a narrative cycle comparable to that of the Rouen window. Jean Lafond ascribed the appearance of a Seven Sleepers window at Rouen to the general popularity of things Byzantine in Normandy.35 There is, however, a more likely source closer to home.
The story of the Seven Sleepers was not only more popular in England than it was in France, it was also charged with special royal significance.36 While at dinner one Easter, Edward the Confessor was said to have had a vision of the seven turning over in their sleep. This curious anecdote found its way into his biography by the 12th The same sources which describe John's death as depicted in the Champs panel relate that Christ appeared with his disciples to John soon before he was to die and invited him to join his apostolic brothers in heaven.8o If the hypothetical register composed of Pitcairn and Rouen panels (Fig. 12, second ............  . . . .  . .....  . . ....... ... . . . .....  ... ....... ....  . . . . ......  . . ..... . ......  . . . ...... ..  .............. . . . . . . . . . . . . .  . . . ...  ... .  . ..... . . ... . .  .. .... ..  .. . . . . . . . . . . . . . .  22 . later than the "Belles Verrieres."93 Stylistic comparison between these two windows indicates that they must have been made by the same workshop or artists. The relationship between them is easiest to demonstrate through comparisons of heads, where not only is the convention of articulation the same, but the details with which it is rendered are essentially identical. Here (Fig. 17) Fig. 11,  with that of the standing figure in Fig. 19) conform to a shared convention; a long, decrescendo-like "V" points to a striated cuff and emphasizes the thinness of these extremities and thus the exaggerated gesturing hands attached to them. Feet are pulled into the same tapering elongated forms and placed on, seemingly pushed onto, the same thin ankles (cf. Figs. 9 and 18 ). Not only are the feet of figures in the two windows identical in conformation, they are equally similar in articulation with parallel double lines of angled decoration near the toes. The lower parts of robes are defined with the same bold, stiff loops, and the seemingly starched hems are conceived as if seen from below and drawn with sticklighted undulations picked out of a solid strip of opaque paint.
two head types have been chosen-one plump, round, and youthful (a and b), the other elongated, mature, and ovoid (c and d). In both, bold lines indicate bangs on the forehead and similarly strong lines define eyebrows and jaw, lines whose boldness seems all the more salient in comparison to the wiry, fine lines delineating the straight, elongated eyes, the strands of sweeping or tightly curling hair, and the details of the long, pinched noses. Mouths and ears are crumpled and prominent; upper lips are exaggerated.94 Stylistic similarities between the John the Evangelist and Good Samaritan windows extend from facial types to gestures, postures, and figural proportions (cf. Figs. 11 and 18). Draped wrists (cf. that of the kneeling figure in
Environments are as closely related as figures. Arcades (Figs. 13 and 18) are defined by slim, white fillets with a single, thin, asymmetrically placed line of painted articulation. They are supported by capitals of identical design. In the more substantial architectural forms (Figs. 14 and 20 (Fig.  9) and Good Samaritan (Fig. 19 ) windows employ the same strange, spindly, and sparsely distributed vegetation to indicate an exterior setting. The distinctive design for trees ( Figs. 9 and 18) is not only shared, but also rendered in both windows with the same distribution of colors.
), doorways are painted with similarly designed hinges and walls are composed of stacks of coursed bricks, with individual bricks separated on each course with double lines, and individual stacks separated by stringcourses and capped with a small arcaded form that conforms to the curve of the compartment. In both windows the monumentality of these architectural composites is uncomfortably interrupted by the fillets of the compartmental frame, a compositional habit which reveals part of the defining-at times disturbingstylistic character of this artist or shop. In the creation of the natural environment, both the John the Evangelist
Although there is no secure date for any of the windows of the Rouen ambulatory, the Good Samaritan window can be assigned to the 1240s because of its stylistic association with the bishop-saint window of the nearby cathedral of Beauvais (Fig. 21) , a window which is dated fairly securely on extra-stylistic criteria to the 1240s, probably close to 1245.95 It is likely that they were executed by the same workshop, or at least by closely affiliated workshops trained in an identical stylistic tradition. As at Rouen, the attenuated figures at Beauvais carry small heads and gesture broadly and often awkwardly. The mannered articulation of facial types is strikingly similar (cf. Figs. 10a, 17, 21) . Drapery sweeps in broad curves and is delineated with stiff, bold, elongated loops. Scenes in the window at Beauvais share a significant number of the small details already cited at Rouen in the articulation of wrists, hands, feet, hems, foliage, architecture and ornament. The similarly composed monumental architectural forms are uncomfortably restricted at Beauvais (Fig. 21) , as at Rouen (Figs. 14 and 20) , by the curving frame. These windows, at Rouen and Beauvais alike, witness the same nervous invigoration and hardening schematization of the calm, classicizing, monumental, 
Nicholas97 that could not have preceded the concoction of the chapel window by too many years. Two possible explanations for the juxtaposition here of glass of widely different dates come immediately to mind. Either the late 13th-century glaziers of the new chapel openings drew from the later choir windows as well as the earlier, eliminated nave-aisle windows for their collages, or-and this seems by far the most likely alternative-the early 13th-century nave aisle of Rouen was not totally glazed immediately upon the completion of the architectural framework. Openings may instead have been filled gradually over the course of seventy-five years or so. Glazing may have been in progress in different parts of the church at the same time, with the Good Samaritan atelier or artists being responsible not only for a window in the ambulatory but
also for a window in the nave, perhaps following the whims of patronage rather than the logical progression of the architectural framework. These difficult questions may be irresolvable for Rouen, but they are important ones to ponder since we so frequently rely on architectural chronology to date stained glass windows. obscure is the original relationship of the reused early 13th-century borders that frame two of the eight lancets (Fig. 3, left; and ibid., pls. la, HIa, IIIc, IVc) with the panels to which they are now attached. These borders, as well as those made at the time of the late 13thcentury reinstallation (Fig. 2, right) , seem to be the only concession to formal continuity in the "Belles Verrieres." There was even less concern for iconographic continuity. Episodes from the lives of various saints from several windows were randomly arranged within a singled lancet as if subject were a matter of little significance. 
This is the only window which has attracted serious scholarly atten

A depiction of the seven safely asleep in bed appears among a series of scenes from Edward's miracles on two inserted leaves now a part of an abbreviated
There is, admittedly, no direct association with Edward himself in the surviving portions of the window. The proposed connection with
Edward does not concern the source of the narrative itself (seemingly based on Gregory of Tours), but rather the explanation for why this most unusual subject was chosen for inclusion in the Rouen naveaisle glazing in the first place. There may be an implied reference to Edward's vision in the especially lavish double-panel depiction of the seven asleep in my reconstruction (Fig. 7) . 1189-1199 (Ithaca, NY, 1965) . The windows dedicated to Sts. Catherine, Nicholas, Peter, Sever, and Stephen, may have been produced at the same time. Striking physical similarities underlie the stylistic distinctions between these windows and suggest that they may have been produced by several artists working within a large, collective shop. It is the premise of this study, however, that such conclusions can only be made after each series has been subjected to the kind of detailed investigation given to the two windows examined here, a project which I am currently undertaking. Only at its conclusion will it be possible to posit with any hope of precision the relationship between and the relative chronology of these windows. 96. "Les probl~mes de l'origine de la peinture gothique." 97. There are two series of St. Nicholas scenes in the "Belles Verribres": one early 13th-century and comparable, though probably not identical, to the style of the John the Baptist Master (Ritter, Les vitraux, identifies these as his panels el-e8 and a7) and the other the late 13th-century series referred to here (ibid., panels c4 and c5). Since there is iconographic overlap (the scene of the innkeeper welcoming the three clerics appears in both series: ibid., panels e5 and c5), these panels would seem to originate from two windows rather than from a single early 13th-century window restored later in the century.
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